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Opening Scenes
An unnamed village in rural Pennsylvania, 1897. The funeral of a member of the village community, a young man, son of two of the Elders, founders of the community. The village is surrounded by woods that the villagers are forbidden from entering, as they contain mysterious, frightening creatures, known
the village is a functional tight-knit community, vaguely Shaker-like in its appearance, with a small population headed by a group of Elders, their nominal leader being Edward Walker.
San Fernando Valley, Los Angeles, 1987. Carol and Greg White, two well-to-do middle-class suburbanites, arrive at their new home. As Carol enters the large, plush interior, she sneezes. She is an affluent suburban homemaker going about her privileged daily life overseeing furniture deliveries, going to the gym, drifting through her home, having her hair done. But Carol begins to develop assorted symptoms of an undefined illness: one day, driving on the freeway, the traffic fumes around her cause her to break out into uncontrollable coughing.
In this paper, I offer up an analysis of two films, The Village (M. Night Shyamalan, 2004) and Safe (Todd Haynes, 1995) , both of which centre, in rather different ways, on the problems of contemporary life, and both of which offer what Su P
The films are chosen because they emerge from a relatively similar cultural context late-modern US film culture and speak to a particular set of concerns about the hazards of modern life, offering up a spatial solution by removing their protagonists to an intentional community in a rural setting. My analysis considers movies as particularly rich cultural texts that allow audiences to explore imaginatively aspects of their own experiences. The reading of the films is grounded in several bodies of work: it is a particular rural landscapes and environments are depicted in literary and media texts, and the cultural and social work that these representations do (Fish 2007; Fowler & Helfield 2006) . It draws on research in health geography about therapeutic landscapes and healing places (Gesler 2003; Williams 1999 Williams , 2007 ) and on work in rural studies on back to the land movements, voluntary simplicity advocates and intentional communities based in rural locales (Boal et al 2012; Halfacree 2006 Halfacree , 2007 Meijering et al 2007; Vannini & Taggart 2013) . And, of course, it builds on existing discussions of the two films, bringing them into productive contact by exploring common themes and divergences. Both films stage spatial solutions to various troubles, anxieties and illnesses associated with modern urban life, but both also offer a to use the term of voluntary simplicity and off-gridding T s centre on how characters in the films deal with their condition
A Safe Haven in Troubled Times
Readers unfamiliar with The Village M N "
, will be puzzling about my opening discussion: how can a film about late nineteenth-century rural Pennsylvania offer up a critique of modern urban life?
At the risk of spoiling the pleasure of the plot-twist, the audience eventually discovers that the movie is not set in 1897, but in the present day.
[1] The village is actually a simulacrum, a reconstruction built by the group of Elders under the guidance of history professor Edward
Walker. The Elders had met at a counselling centre in Philadelphia each had experienced
Of has been fabricated to stop villagers from going into the woods and potentially to what are known only as the towns E T Lucius Hunt, is mortally wounded. Ivy, the blind daughter of Edward Walker (who is in love with Lucius), persuades her father that she should be allowed to go to the towns to fetch medicine. Edward reveals to her (and to the audience) the deception at the heart of the community that the creatures are not real and that she can safely travel beyond the woods. Ivy makes the journey, encountering a creature in the woods (actually the local
boundary of the wildlife preserve, meets a somewhat bemused security guard who provides her with medication, and returns to save Lucius. This breaching of the border and the
I E
retreat from modern life, but they reaffirm their desire to keep the village as it is.
The Village urban life: a retreat back into history, back to a simple, ascetic, placid and tight-knit community (Bida 2014). Edward Walker mixes elements of the US history he previously taught at university, especially picking tropes from seventeenth-century puritanism and nineteenth-century utopian communities --and Shyamalan adds a third historical strand, of urban America via the backstory of the Elders (see Coats et al 2008: 363 
Medical Boundaries and Healthy Spaces
As noted, a key plotline in The Village E W daughter Ivy to leave the village and go to the towns to purchase medicines that might save Lucius, who she is soon to marry. This moment has been preceded in the film by a request to the Elders from Lucius himself to leave the village for medicines, a request denied. The issue of modern medicine that The Village raises goes beyond Lucius, who suggests to Ivy that appropriate medical care could have saved August Nicholso I W N (unspecified) condition. That Walker would not permit access to modern medicines previously reveals an unspoken rift between him and the other Elders, though they ultimately resolve to stay together as a community. In this way, The Village uses modern medicine as little more than a plot device a way to reveal the twist and does not question the efficacy of biomedicine itself. Like the off-gridders discussed earlier, here is one connection to modernity that the community is ultimately able and willing to retain. A very different trajectory is followed by Safe. C (who suggests only psychiatric treatment), and an important part of the narrative concerns C T encounter with a notice on a bulletin board she finds a self-help group, and through them enters the MCS community and ultimately Wrenwood. Camera Obscura, 19, . 
